Willliam Morris (1834Morris ( -1896 Believing that "Victorian capitalism was humanly and aesthetically disastrous" 
Carlyle, Morris tried his hands at writing poetry 1 and prose ranging from poems and romances inspired by his interest in medieval culture and literature. He was also a rhetorician giving lectures on his aesthetic and literary ideals. 2 Beyond all these activities, it was the foundation of the Kelmscott Press in 1891 and the publication of the illustrated editions of a number of influential works, among which are the works of Geoffrey Chaucer, that endowed Morris with worldwide name and fame.
Morris was an admirer of the Gothic architecture of cathedrals 3 and of illuminated medieval manuscripts at the Bodleian Library, which he had the chance to see as an undergraduate at Oxford University together with his lifelong friend and collaborator Edward Burne-Jones. He spent a number of summer vacations to appease his hunger for the past, visiting cities of medieval origin like Amiens, Rouen and Chartres again together with Edward Burne-Jones (Faulkner 8). Although Morris and Burne-Jones shared the same interest in the medieval past, unlike his friend Burne-Jones, Morris had the material means to enjoy his interest in medieval literature and art owing to his bourgeois background. He could buy medieval manuscripts, which became the source of his literary and artistic productions.
Believing that "Victorian capitalism was humanly and aesthetically disastrous"
(Faulkner ix), Morris turned his attention to the medieval past. Although he knew that the medieval period was not a period of peace and order, Morris appreciated the pure and aesthetic nature of medieval arts and crafts, and admired medieval craftsmen for hand-made productions. 4 As an artist haunted by the "present", he tried to follow the footsteps of his medieval predecessors in printing, which ended up with a number of heavily ornamented books among which is the Kelmscott Chaucer.
Accordingly, the aim of this article is to evaluate the Kelmscott Chaucer through a discussion of the illustrated pages of the Canterbury Tales section as a pictorial utopia which presents not only illustrations, text and decorated borders but also ornamented initials as parts of this pictorial utopia. It will be suggested that Morris presents Chaucer's works not only discursively but also materially as a utopia contrary to mass-produced Victorian books.
Being active in the Arts and Crafts Movement and believing in the social responsibility of art, 5 Morris supported the transformation of art from an abstraction to a concrete (material) form. The discourse conveyed through medieval arts and literature could only be displayed to the Victorians in its material form, which seemed a utopian combination in terms of time and place, drawing attention to the "intraaction" of matter and discourse. Karen Barad states that " [t] he neologism "intraaction" signifies the mutual constitution of entangled agencies. That is, in contrast to the usual "interaction," which assumes that there are separate individual agencies that precede their interaction, the notion of intra-action recognizes that distinct agencies do not precede, but rather emerge through, their intra-action" (33). That is, meaning is conveyed through the "intra-action" of matter and discourse. In accordance with Karen Barad's arguments in relation to the intra-action of matter and discourse, the Kelmscott Chaucer stands out as the embodiment of this intra-action. Reprinting the works of a poet that he admired, Morris believed that the matter of the book that he would reprint should follow medieval printing tradition. As an extension of his socialist belief, Morris believed in the idea 'art for people's sake', and criticised those who supported the idea that art was reserved only for the elite. As Faulkner states, "Morris's ideal of 'an art which is to be made by the people and for the people, is a happiness to the maker and the user' remains ironically remote from the condition of modern society" (104) as it is left in the medieval past. Therefore, Morris also needed the material means to display his aesthetic ideals shaped by his interest in medieval literature and culture, which came to life among a number of trials from stained glass, furniture, wall-hangings, wallpapers and carpets to lastly, and in the best form, in books. Books were functional not only in conveying the ideals he admired, but also in presenting them in material form. Thus, the Kelmscott Press endowed Morris with the means to materialise his ideals as exemplified by the Kelmscott Chaucer.
The Kelmscott Press was influential in the fine press movement, which was dominant in Western Europe, England and the United States in the late nineteenth and early twentieth century (Horowitz 60 [t] he art of the book designer, it has often been said, is a self-effacing art. Nothing, we agree, must come between author and reader. Good printing is not, however, characterless, or colourless, like glass. The book designer's job is, in some ways, analogous to the actor's: both have to serve the author -and please the audience. In the theatre, we can enjoy Shakespeare and Olivier; while reading a book, we can enjoy Coleridge and -although we probably will not know the typographer's name -Bruce Rogers. Typography is an entirely ancillary art; but a handmaiden may be graceful (2).
Similarly, the Kelmscott Chaucer would bring Morris and Chaucer closer.
These ideas on the importance of typography are also very much in accordance with the bibliophilic attitude towards the physical appearance and smell of books as well as their content. Hence, "[g]ood book design is personal. But all its personality must be directed to the end of serving author and reader" (McLean 2-3). Morris believed that the Victorian mass-produced books did not achieve this personality unlike medieval manuscripts. As a matter of fact, until the early nineteenth century, or in other words, until the advent of industrialised printing of mass-produced books, the same printing techniques used in the fifteenth century were employed. Yet, with the Industrial Revolution, book designs also became mechanical rather than hand-made (McLean 4-6). Thus, Morris aimed at reviving hand-made book designs and printing techniques. In accordance with his "moral preoccupation with external beauty" (Life 134), Morris developed a number of typefaces 6 as well as borders and ornaments in order to reach the beautiful style of medieval manuscripts. Accordingly, the Kelmscott Press can be regarded as "the climax of his life's work" (McLean 7) helping Morris create his pictorial utopias by materialising his literary and aesthetic ideals.
The Kelmscott Chaucer, which was completed in 1896, has been defined as the "greatest achievement" of the press (Horowitz 60, Sparling 59) as well as its Think, that below bridge the green lapping waves Smite some few keels that bear Levantine staves, Cut from the yew wood on the burnt-up hill, 6 The Golden type, the Troy type and the Chaucer type were the types Morris modelled for the Kelmscott Press. The Golden type was inspired by the type of a fifteenth-century Italian printer, Nicholas Jensen, while the Troy type was inspired by the German semi-blackletter type and the Chaucer was just the smaller version of the Troy type (Faulkner 157). Accordingly, Horowitz emphasises the "interdisciplinary nature of Kelmscott Press research" noting that it requires "Victorian studies, literature, poetry, art, printing, publishing, and illustration, among others" (60) . Morris's admiration for Chaucer was so great that he rejected writing an introduction for an edition of Chaucer particularly because he did not find himself equipped enough (Peterson 232) . Hence, the printing of the Kelmscott Chaucer In order to achieve the harmony of the text, design and illustration on the page, Morris believed that he should avoid mass-production techniques. While preparing the Kelmscott Chaucer, Morris's involvement had two important aspects: the first is to reject the Victorian materialism and materials, and the second is to reject the Victorian norms discursively by turning to medieval literature. Accordingly, Morris first needed the proper material means and turned to the fifteenth century paper and ink production. He wanted handmade paper made from pure linen 8 and ink "made from linseed oil and lampblack" (Oliveri 44) . Morris was lucky enough to find Joseph Batchelor who could supply the required paper. As for ink, the German ink was closer to what Morris required, but it was too stiff and made printing difficult. Thus, the pressmen at the Kelmscott Press used the English ink until there arose some problems. Beside the length of production, the main problem that they encountered during the printing process was the yellow stains appearing on some of the printed sheets. Those stains could only be removed by bleaching, and then, the bleached sheets were left in the sunlight to dry. Meanwhile, they had to observe the rain to save the sheets, as a result of which Morris had to rent a greenhouse (Peterson 242; . As for binding, Morris intended to design four bindings modelled on medieval manuscripts, but he could finish only one, and that was used for forty-eight copies of the Kelmscott Chaucer that were bound in pigskin (Oliveri 44). 9 As for the illustrations, which contributed to the materialisation of Morris's pictorial utopia, there are eighty-seven illustrations, which is more than originally announced by the Kelmscott Press, that is, sixty (Peterson 244) . section includes one illustrated page as frontispiece, one illustrated page for "The General Prologue," six illustrated pages for "The Knight's Tale," one illustrated page for "The Man of Law's Tale," two illustrated pages for "The Prioress's Tale," three illustrated pages for "The Wife of Bath's Tale," six illustrated pages for "The Clerk's Tale," two illustrated pages for "The Squire's Tale," six illustrated pages for "The Franklin's Tale," and lastly one illustrated page for the envoy. Although the Kelmscott
Chaucer is black and white (and red at only some parts) contrary to highly colourful medieval manuscripts, it is unavoidable to imagine it as colourful, especially the greenness in each page, because of floral borders. To exemplify the glory of the Kelmscott Chaucer as the harmony of text, design and image on the page, the illustrations from the Canterbury Tales section of the Kelmscott Chaucer should be analysed in detail.
The illustrated first page of "The General Prologue" is preceded by one illustrated page as frontispiece, which reveals Chaucer as a nature poet with a heavily decorated floral depiction, and is also in full harmony with the typeset reflecting the title of the work. Then comes the illustrated first page of "The General Prologue" (1) 10 with an illustration that presents Chaucer reading, or maybe writing, a book since he is depicted with his quill in his right hand. Depicting Chaucer alone in front of a well, surrounded by mountains, in a floral garden together with a tree and birds on it is in accordance with the famous opening lines of "The General Prologue" describing the coming of April. Chaucer's costume (that is, his long tunic, cloth covering his head and a small bag on his right-hand side) seems to follow the illumination of Chaucer in the Ellesmere Manuscript. Yet, there is a big difference between these two illustrations: Chaucer of the Kelmscott has typical long neck of the Pre-Raphaelite tradition and he is tall unlike the Chaucer of the Ellesmere Manuscript. The illustration has Morris's borders, which frames the illustration and unites it with the text and the ornamented initials to create a full picture. 11
Following "The General Prologue" comes "The Knight's Tale," which has six illustrated pages. In the first illustration (9), the imprisoned knights Palamon and Arcite see Emelye first in the garden. She is depicted holding a book and looking 10 The references to the illustrations of the Canterbury Tales in the Kelmscott Chaucer will be to the page numbers. 11 The next pages of "The General Prologue" have no illustrations. They are just decorated by initials to ornament the text in two columns, and hence, again contribute to the pictorial quality of the Kelmscott Chaucer. The introduction of each pilgrim is signalled by the ornamented initials as well as their names printed in red-letters. upwards, and so, she does not recognize them. The second illustration (15) She is married to the Sultan of Syria and sent to exile by her mother-in-law, because she is Christian and, hence, the mother-in-law tries to separate Custance from the Sultan. She is depicted all alone sailing in a small boat except for the birds around.
Her face is not clear, but her long neck is. Apparently, while the illustration is in harmony with the text, it reflects the Pre-Raphaelite features such as long necks as in the case of the illustrated pages of "The General Prologue" and "The Knight's Tale." "The Prioress's Tale" is the next illustrated tale and has two illustrated pages.
The first illustration (58) depicts, on the left-hand side, the seven-year-old little Hugh praying, most probably singing Ave Maria as his custom was according to the tale, in front of the Virgin and the Child statue while the other children are leaving. On the right-hand side, there are two men, most probably two Jews, one depicted with some money and leaning outwards from his shop. He is pointing little Hugh while the other is whispering into his ear. The first illustration, thus, is accordance with the antisemitism of "The Prioress's Tale". The second illustration (60) shows how the beautiful and young Virgin, accompanied by an angel, lays a grain on the tongue of little Hugh, who now seems to be a young man rather than a child, as a result of which although he is supposed to be murdered by the Jews, he still sings Ave Maria until the abbot pulls out the grain from his tongue. The next illustrated tale is "The Squire's Tale" which has two illustrated pages.
The first illustration (153) depicts the entrance of the unknown knight into the court of King Cambyskan on a brass horse holding a mirror. The members of the court are standing in awe, and looking at the knight and his wondrous brass horse. The second one (156) displays Canacee in a garden talking to a bird. Although "The Squire's Tale" is incomplete in its original, the illustrations of the Kelmscott Chaucer still exhibits the important scenes of the tale.
The last illustrated tale is "The Franklin's Tale" which has six illustrated pages.
In the first illustration (161), the sorrowful Dorigen is watching the rocks which, she believes, prevent the safe return of her husband Arveragus. The second (163) shows Aurelius revealing his love to Dorigen who is in the company of women in a garden.
The third one (165) depicts how an Oxford clerk magically shows Aurelius scenes in which he is together with Dorigen. The fourth (167) displays Aurelius's return to Dorigen to say that he has achieved removing the rocks off the shore and asks for his reward, that is, her love. There is a statue of Venus in the same room holding a mirror in her right hand and something like an apple in her left hand, which signifies Aurelius's demand for love. In the fifth (169) Dorigen is depicted on her knees on the shore, revealing her husband Arveragus her promise to Aurelius. The last one (170) displays Aurelius making his payment to the Oxford clerk for his magical intervention. Evidently, the more the number of the illustrated pages increase, the better the illustrations reveal the general outline of the tale.
The last illustrated page of the Kelmscott Chaucer is the "Envoy" (222) Finished in four years, there were 425 printed copies of the Kelmscott Chaucer, contrary to the originally planned 325. Total cost was £7,217 11s. Thirteen vellum copies were sold at cash only (Peterson 253 Consequently, in the Kelmscott Chaucer, Morris creates an imagined textual space in which paper, ink, binding, illustrations, borders, initials and text as a whole create a pictorial utopia. Although his medievalism was escapist, Morris can be regarded as both a reproducer and a consumer of medieval culture as exemplified by the discussions of the illustrated pages from the Canterbury Tales section of the Kelmscott Chaucer. He conveys the idea that the Kelmscott Chaucer with its decorated pages, lavishly ornamented by decorations and illustrations, is not only discursively but also materially a utopia, which reveals the idea that utopia, as exemplified by Morris's pictorial utopia the Kelmscott Chaucer, is material-discursive both as an end product and as a process and source. Accordingly, medieval manuscripts stand out as a utopian textual space materially and discursively for Morris, which led him to the search of new methods for printing in the Victorian Age. 
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